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that the country's focus on modernization and becoming an active member in English-speaking cultures are at the core of today's Brazilian society:
[A]lthough comic-book production remains high, as did the production of highquality graphic adaptations of major Brazilian literary works, it has only been in the past two decades that a strong inventory of Brazilian graphic narratives has emerged. [...] They are very much tied to the aggressive culture of modernity that has characterized Brazil in recent decades, a culture that is ever attuned to matters of internationalism, globalization, and cross-cultural identity especially where English and American life are involved. 
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reader initially contemplates whether the illustrations in a graphic novel illustrate the narrative or whether the dialogue narrates the illustrations.
It is therefore significant to note that the illustrative process involved in the creation of a graphic narrative story is equally important as the written narrative in that they both must be analyzed qua definitione as made patent in the name of the genre. Graphic art and narrative combine equally to create the graphic novel and both carry equal weight in analyses of this literary genre. Concomitantly, at times the visualizations help to reveal a concept that is sometimes left vague on purpose, thereby forcing the reader/spectator to contemplate and reflect upon both society and themselves. The relationship between story and illustration is therefore fundamental to the reading experience in general within this genre. To that end, the creative process that visually renders the story works in tandem with the narrative process, not as a simple illustration of said narration but as a complementary tool in the storytelling process.
Baetens and Fry confirm: "What is essential in the graphic novel is that drawing is less a technique that is used to shape a given story than a creative operation that produces the images and the very stories themselves." 8 Another challenge to the categorization of graphic novels as literature is that they are frequently compared to and associated with the basic comic strip, effectively diminishing its status as a valid literary genre. Graphic novels differ from comic strips in several important ways, most importantly because graphic narrative lacks the familiar restricting structure of comic strips that consists of one to five images that form an autonomous, singular, and temporally linear panel. While one can trace an over-arching, long-term storyline within a comic strip series, sometimes recompiled and sold in the form of a book, the graphic novel creates a more cohesive storyline that is read like a novel with chapters or vignettes. In such a format, the mise-en-page forces the spectator gaze-normally accustomed to looking from left to right and from top to bottom-to move away from what graphic novel expert Jesse Cohn describes as "daisy-chain placement of word balloons," thereby allowing the reader's gaze to move around freely on the page. 9 The resulting multiplicity of "reading paths" can also create non-temporal readings that change how a reader interprets the text and imagery at any given moment or reading. 10 John G. Nichols considers this process "selective progression" which, in the end, indicates how a graphic novelist forces the reader to contemplate and study certain panels to seek clarification: "Readers are, in effect, asked to recalibrate their reading and linger on particular panels of narrative importance." 11 The intended storylines are therefore sometimes blurred and nebulous and only through contemplation does the reader find the intended thread of logic. This technique is particularly effective in projecting fear as social affect and reader response, as well as communicating and illustrating the country's long-term fear of repeated authoritarianism.
This essay reveals, within the selection of graphic novels analyzed, that the most culturally significant leitmotif is, without a doubt, the fear of authoritarian military dictatorships that permeates and perseveres in the Brazilian social imaginary, and which manifests itself thematically through the fear of disease, death, and mental illness. Whether rendered implicitly and associated with other sociocultural issues-as in Moon and Bá' The first version wasn't bad, and if you look at the thumbnail sketch of the page you'll notice it's closer to the initial idea, but after I did the second page, the tilted and more dynamic angle of the first panel of page two worked so much better than the straightforward angle of the close-up panel that it made me decide to change this image so it would make a better transition for the reader when turning the page.
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With this clear attention to detail on the part of the artist, the reader is actually fixating on both the beginning and end of this circular story. It begins with the death of the bartender, whose splattered blood explains the red color we are greeted with in the first image. By the end of the first chapter, the reader will be brought full circle, as often happens mentally and emotionally in real life, to this singular decisive point in the narrative. Yet in this case, the climax occurs with Brás's death that subsequently truncates the plot with no chance of denouement.
Moon's visual detail in Chapter 1 therefore carries forward a unique, one-hundred- We then learn that Brás's father was a famous writer and that he published many novels.
Brás's wife asks him to pick up Emilia, a music box-type figurine, and at first, he welcomes the distraction. However, when he returns, he learns that he missed the birth of his son. Later, Brás's mother asks him to retrieve the baby gown in which his father held him in an old photograph and, after initially protesting, he gives in and goes to retrieve it. Yet Brás is overcome by his father's presence in his house, imagining how his heart had stopped beating, and Brás dies just as his father did, by suffering a heart attack. Clarity once again comes with the obituary at the end of this story: we learn that Brás is, in this iteration, a novelist like his father and it is only here that we learn of his wife's name, Ana. You'll surrender your life to him, give him your heart and soul because you want him to be strong...to be brave enough to make all his decisions without you. So when he finally grows older, he won't need you. That's because you know one day you won't be there for him anymore. Only when you accept that one day you'll die can you let go...and make the best out of life. And that's the big secret.
That's the miracle." 186 daughter regarding family cohesion, which can be especially observed in protagonist Zana's strength and obsession over her husband and twin sons.
Just as in Hatoum's novel, upon which this graphic novel is based, the reader does not know at first who is narrating the story. Nael, the son of loyal servant Domingas, and who is also Zana's own illegitimate grandson, begins to tell his version of the story of the family's (non)integration into Brazilian society through his flash-back memories. Of note here is that visual art in general is traditionally read in a synchronous manner. For example, the non-linear, anachronistic narration at once entices the reader and forces a prolonged reading. Graphic novel expert Eric Rabkin confirms that "graphic narratives as wholes clearly take time to read."
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This graphic novel very effectively begins with images of Zana as the aged matriarch who, having striven for familial cohesion throughout her married life, reaches the end of her usefulness. In a creative manipulation of linear narration through various instances of anachronisms, she is first portrayed already as an old woman who returns to her beloved house one last time before disappearing, near the end of the novel, into the bowels of Manaus to die.
She has been forced to sell her home and subsequently revisits haunting images from the last time she was there, just before moving on to a new life living with her daughter.
As any good "normal" matriarch is wont to do, Zana ponders-and ultimately reinterprets and imitates-male patriarchal authority figures such as her husband and father, holding onto one hope: that her two sons will reconcile. Such is the role of a mother in a healthy patriarchal society: to facilitate the well-being of the family to procreate for the motherland. Yet
Zana's agency, as a strong character, is limited to her intense desire to control her family.
Indeed, throughout her life she conforms to, and supports, the masculinist and patriarchal social models from both Lebanese and Brazilian cultures and, in the end, fails in her role as woman, wife, and mother. She ignores her husband after years of sexual bliss and then fails to reconcile the feud between her children. The male family line ends with the twins who never have legitimate children. Even though Nael is Yaqub's illegitimate child, he is half indigenous, thereby negating his authenticity within the Lebanese/Brazilian cultures. Yet it is only through his marginalized voice and narration that we learn of this dysfunctional family's history.
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In one of the foundational back stories, for example, the tragic figure Yaqub, the older of the twins, is sent away as a young boy, a year before World War II begins, to live in Lebanon.
His brother Omar, the younger caçula, has attacked him and cut his face with a broken bottle in a fit of jealousy over the attention of Lívia, a lovely blonde young lady. He returns to Brazil after the war ends a mere shadow of his previous self, now a young man who stutters. His years outside of Brazil have stunted his development, leaving him in a child-like state, thereby further limiting his acculturation into Brazilian society and underscoring his lack of social and cultural agency that can only be achieved, as is portrayed in this graphic novel, through the passage of time within a given culture. This theme is focalized through his father Halim's gaze, through which the reader perceives great regret.
Omar, Yaqub's twin brother, transforms into a lazy, good-for-nothing societal mooch who begins to spiral downward into the world of contraband smuggling. Yaqub, on the other hand, enters school as an older student and eventually triumphs, but only after his brother Omar is expelled. Yaqub finally leaves home on his own free will, educates himself, and finds refuge in the urban spaces of São Paolo. Through his education, Yaqub succeeds where no one else in his family could; his education allows him to climb socially, a concept referred to in Brazil-mostly in context with women and women's self-image-as a form of "self-whitening," family, which he considers as having created dishonor and humiliation. 65 We learn that the boys' anarchist teacher, Antenor Laval, was Zana's lover. Nael therefore provides the reader with closure by beginning to write what we now realize is the narration we have followed throughout the graphic novel: "I had begun to put Antenor Laval's writings together and to note down my conversations with Halim. I spent part of that afternoon with the words of the unpublished poet and the voice of Zana's lover." 66 Nael then offers overarching sociocultural closure by narrating the last word of the novel, "forgiveness," amid a mixture of dark images and one last encounter with Omar, who has just been released from prison, and who then disappears into the stormy night.
Pandemic Nature of Evil and Anger in Pixu: The Mark of Evil (2009)
Representing the horror sub-genre of the graphic novel, his 24-vignette story by Fábio Moon, Gabriel Bá, Becky Cloonan, and Vasilis Lolos centers on urban chaos and an underlying sense of danger, fear, loss of control, and overwhelming stress. As is made patent in the title, the mark of evil appears on the walls of an apartment complex in which its residents slowly succumb to anger disorder. Each resident is therefore stained by a strange blackness on the walls and quickly spirals downward into pathological behavior. The novel begins with scenes of the first man to see the black stain. He is engulfed by some sort of anxiety disorder in which he repeatedly exclaims: "They say cleanliness is next to Godliness." 67 Two overarching themes underscore the horrific feeling of losing control: the inevitability of death and the torture associated with a life that consists of nothing more than waiting for death. For example, in some storylines the characters express that when death's darkness finally reaches them, it is too soon; yet it is futile to run away. 68 Therefore, as each of the residents' personal situations end in some sort of murder or suicide, they eventually begin turning on each other. Grandpa, but she is really the granddaughter of Mister Cafard, another resident of the complex.
His manic fixation on his jars on a shelf inspires the girl to break one, and things go downhill from there. Yet she is his "little seed" who simply wants to be liked.
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Of course, the strongest issues presented in this storyline are pedophilia and child abuse, portraying for the reader a chain of horrific semiotic possibilities that unfolds to illustrate how a broken family construct can result in various levels of tragedy. Imagery such as a teddy bear reflects innocence and, as the bear gets torn apart, Katerina's life comes to an end when she commits suicide by slitting her throat. Katerina asks her "grandpa" if he likes her and he replies: "I never liked you," underscoring the devastating effect that cruel language can have on a child. 
190
The consequences of such social dysfunctionality underscore the chaos of living in urban spaces and the possible emotional affects it can create for members of a society living in such crowded conditions. From one perspective, one can infer a general social fear of the unknown, as can be viewed in the ongoing imagery of the various Brazilian military dictatorships that still permeates the social imaginary. From another, a more personal social affect involves the fear of losing control of one's life, waiting for death, the tragic consequences of familial dysfunctionality, and broken relationships. All of these reactions feed the stain, and in the end, the stain is all that remains. It is then inevitably spread to others, serving in this text as a visual metaphor for pandemic social dysfunctionality, which in turn, is passed on to future generations. Limbo 5, which on the surface, appears to be a simple research agency. 77 The reader is therefore overwhelmed by humanity's propensity to complicate society through its consumerist ways, and Limbo 5, because it houses the world's research on artificial intelligence, comes to represent all of India at the exclusion of the rest of its population. What happens there, as instigated by a few very powerful people, will eventually affect all of humanity, despite the social disparities.
Dictatorial Artificial
Therefore, the fundamental need to control technology defines the moralistic core of the story. Such a power struggle is eminently valid in certain current social echelons because humanity suffers from a nagging insight that our own immortality hinges on the inevitable combination of human psyche and machine. 78 Our own illusion of reality is therefore destabilized, challenged by the pan-capitalist allure of a society without the pesky social constructs of economics and politics, 79 as well as the tantalizing globalized society free from conflict, as can be particularly contrasted with Gene Roddenberry's alluringly utopic Star Trek. 
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The authors' interpretation of a globalized society implies initial technological access by all countries, as many of the characters are from the Sudan, São Paulo, Buenos Aires, India, the United States, and China, among other locations. However, even though the authors set themselves apart by ensuring that these distinct cultures maintain their language, customs, and identities, in this story, humanity still confronts a fascist society afforded only by achieving power over technology's sustainability.
The authors therefore successfully foreshadow V.I.S.H.N.U.'s potential threat-and allure-by developing the historicity that allows the AI's development in the first place:
anchoring today's fears and morality issues within the storyline and by underscoring the overwhelming universal social acceptance of a previous AI named Dude. Dude's male avatar allows its operating system to become second nature to almost all global citizens, much as current technology-especially cell phone applications-creates dependence without questioning exactly who or what wields actual power. Once the world depends on Dude, the AI turns on the globalized society and begins to cause problems, but only after the emergence of a female avatar that asks to be addressed as "gatinha." 80 ( Fig. 1) . from the sum of two prime numbers, and the infinity of which presents the AI with an impossible task-the AI inverts the testing process back onto humanity by displaying an extremely complicated haiku, whose ideograms create almost incalculable equations. 84 Such an inversion puts humanity on the defensive to prove its intelligence to the AI, instead of the other way around, as would be expected. It is therefore ironic that the AI is tested with mathematics and humanity is tested by one of the epitomes of cultural production: Japanese poetry. After
Karabalis arrives, V.I.S.H.N.U. creates a second thematic inversion, which forces the reader to question the AI's malevolence: it declares admiration of the professor's work as a doctor and humanist. Nothing less than world peace. The AI contemplates the best way to convey its message of nonaggression to humanity and decides that music is the best methodology, since it is based in mathematics yet is a popular form of cultural production. Consequently, it creates music that includes a subliminal message that pacifies humanity's propensity for aggression and tyranny.
Yet, at the same time, a significant part of humanity does not trust the AI, especially the young musicians who demonstrate the ability to perceive and define the alternative state of mind the music creates. They realize that the AI seeks to create a "lobotomized society." Concomitantly, the AI is perceived by others as God, a metaphysical miracle representing humanity's salvation, and thus, the world's economic and political infrastructures begin to crumble. 196 concentration camps. 90 At the same time, alluding to current sociopolitical unease and fear of repeating military dictatorships in Latin America, large groups form in the narrative-based on their fear that the AI will develop into a dictator-to protest the AI's control and eventually destroy it, but not before V.I.S.H.N.U identifies that Skarlat is pregnant and somehow uploads its consciousness or, at least a part of itself, onto the unborn child. (Fig. 3) . Therefore, the overarching sociocultural and political fear represented within this narrative is whether humans will utilize and develop technology perhaps at the expense of our own humanity or whether our own technology provides us with the solution to our social problems.
More specifically, will technology allow us to avoid future dictatorships or will it simply facilitate the development of an AI dictator? Yehya reveals humanity's technological impasse:
on the one hand, humanity seeks immortality through cyborg blending, while on the other, life can only be made unique and meaningful through ephemeral experiences afforded by (Fig. 4) .
One of the reasons this graphic novel reads as a historical document is the way Vilalba utilizes these box texts to reflect social themes and, more infrequently, bubbles of dialogue to signal conversations, indicating that actual testimony shadows in comparison to official government rhetoric. While Chapter 2, titled "As vozes da rua," focuses on student protests mounted against high inflation and corruption, and Chapter 6, "A guerrilheira," underscores the influence of the Cuban Revolution on Brazilian society, later chapters focus on native
Brazilians and Afro Brazilians, as marginalized groups who have suffered the most abuse, and which carries the most weight as regards the lack of a historic voice and sociocultural and political agency. By recounting the history of these underrepresented segments of Brazilian society, Vilalba helps the reader to understand the disparities of humanistic atrocities committed under the guise of improving and modernizing the nation. 99 Ibid.
100 Ibid., 52. RASILIANA-Journal for Brazilian Studies. Vol. 6, n.1 (December, 2017) . ISSN 2245-4373.
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The novel ends with Chapter 13, "Salvadores da pátria," with images of the military celebrating the above-mentioned social institutions now in place to ensure the survival of the motherland.
The chapter begins by contextualizing centuries of slavery and the social hierarchical mentality that has consistently facilitated authoritarianism in Brazil: "Há 50 anos, o autoritarismo não era novidade. Os quase 400 anos de escravidão organizaram a vida social brasileira como uma relação de hierarquia, mando e obediência. E sempre que uma ameaça interna surgia, 'vozes da rua' suplicavam por 'salvadores da pátria.'" 106 As a result, ever since the monarchical constitution of 1824, any protest or manifestation has been perceived within the national imaginary as a potential coup. Yet authoritarian regimes, through the popularity of modernization efforts, rhetoric, and other patriarchal-normalizing social institutions, severely restricted the freedom of many of these marginalized social groups, as explicitly retold in Vilalba's narrative and visual representations.
Conclusions
The selection of Brazilian graphic novels analyzed here was carefully chosen as representative of 1) current trends within this literary genre in Brazil in the early twenty-first century and 2) texts that have reached an international audience. Only works published in the twenty-first century were selected, and a series of unifying themes soon became readily apparent. As these themes masterfully and creatively represent death, disease, and dictatorships in a disjointed, atemporal, and sometimes futuristic manner, the selection analyzed is necessarily out of synch with an obvious, relatable, and linear, historic timeline. For example, present-day narrative storylines in Daytripper, are followed by a glimpse into Brazil's challenging immigrant past in Two Brothers; then a return to the present-day fear and stress in the horrific Pixu, which is followed by a glimpse into a technologically and socially dystopic future in V.I.S.H.N.U. The prominent leitmotifs of fear, death, disease, and social unrest all culminate in Vilalba's Notas where the explicit fear of authoritarian military dictatorships, also found in different degrees in the other texts, is confronted head-on by providing a historic voice for those marginalized figures represented.
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Additionally, narrative techniques-such as the focalization of themes through characters and flashbacks-challenge or even force the reader to assemble a temporal puzzle, as can be especially appreciated in Two Brothers. At times, the illustrations also challenge the spectator to fill in missing information, as brilliantly manipulated in V.I.S.H.N.U. Such is the nature of the graphic novel; it challenges readers and spectators to "read outside of the box,"
as it were, at times enduring flashbacks or flash-forwards to force readers to contemplate the entire message composed. Indeed, the composition itself is equally founded in narrative as well as in its graphic representation, underscoring the combined effort in the creative process that underlies the graphic novel as a unique genre. Perhaps it is this creative union that most appeals to global readers, despite the expected superficial reading previously inspired by simple comic strips.
While the materiality and historicity of direct-to-English publishing within the graphic narrative can be traced back to Brazilian military government influences throughout the sixties and seventies, it continues to the present day, as observed in Daytripper, Two Brothers, and Pixu.
Yet it is quite significant that writers and illustrators such as Robson Vilalba-who publish within Brazil and in Portuguese-create graphic narratives that reflect upon and directly criticize dictatorships, despite the graphic novel's relatively recent development as a literary genre and Brazil's historic censorship. Therefore, within Brazilian cultural production, which in general lacks social agency due in part to the society's lack of interest in its own literature, Brazilian graphic novels shine in their proffered sociocultural and political criticism and reflection. This is particularly true for Daytripper and its literary antecedent, Machado de Assis's
Memórias Póstumas de Brás Cubas.
On the surface, this speaks to the value Brazilians hold in the twenty-first century in maintaining at least a superficial conversation geared towards exactly that which is feared the most, so that it can never again be allowed to infiltrate and dominate society. Yet it is crucial to note that even though the fear of dictatorships thematically underlies many of the storylines analyzed here, they do not offer social or political solutions, thereby negating sociopolitical agency. As mentioned above, Brazilians rarely focus on the redemocratization of their country, and as such, while the focus on a historical perspective is courageous, such reflection alone is proving to be profoundly deficient. Wherever Brazil's sociopolitical trajectory takes it in the future, the debate will hopefully not be silenced thanks, in part, to the literary genre of the graphic novel.
